This article focuses on a neglected historical example where contemporary museological framings of Islam in Europe were established-the World of Islam Festival in London, 1976. The material consulted consists of the publications and materials from the Festival Trust, media coverage and academic discussions of the Festival. These are analyzed from a frame theory perspective. The Festival is situated in a very specific historical period after the advent of Gulf oil money, but before the resurgence of Islam and the Iranian revolution. It was framed by the traditionalist perspective of Frithjof Schuon and Seyyed Hossein Nasr and in large part funded by the United Arab Emirates. It is argued that what might at first appear to be a festival celebrating the presence of Muslims in modern Britain acted to stabilize a dichotomy between Islam and modernity that is still dominant in museological framings of Islam in Europe.
Thus wrote Peter Mansfield in
The few previous studies of the Festival have mainly focused on its importance for the establishment of the contemporary Islamic arts scene, but this article concentrates on its impact on museological framings of Islam. Via a presentation of the Festival's trustees, curators, exhibitions, conferences, talks and publications, and its reception in newspapers, magazines and academia, the article proposes that the Festival by and large framed Islam as an historic civilization outside of modernity, even in the contemporary arts section.
Besides being so large, the Festival is also interesting because of its particular location in time and space. It was held in the capital city of what in the nineteenth and early twentieth century was the largest Muslim Empire, in the years between the 1973 "oil crisis" and the 1979 Iranian revolution and the rise of global political Islam. It was a time after the demise of late-nineteenthcentury Muslim peril propaganda and before the rise of modern post-Cold War Islamophobia. Islam was still largely viewed as a quaint remnant of a traditional way of life that it was assumed would disappear in the ongoing modernization of the world.3 The planning had already begun in 1971, which meant that the increased revenues flowing to Arab oil producers did not create the Festival, but expanded its budget and size.
Many of the senior curators of the major Islamic collections in European museums either participated in or were influenced by the Festival's exhibitions. 4 In the history of European exhibiting of Islamic art, it was the first to eclipse the legendary Munich exhibition of Islamic art in 1910.5 The explicit aim of the World of Islam Festival was to "promote knowledge, appreciation and understanding of the Muslim world".6 This article will argue that the Festival's framing of the Muslim world did not really include contemporary British Muslims, and further that Islam was framed as a fundamental other to modernity, which implicitly excluded Muslims from a modern British identity.7
The vast literature on Islamophobia and representations of Islam in the West totally neglects these museum representations.8 If the history of representations of Islam in Europe is to be made more accurate-and more complex, the World of Islam Festival and later museum representations should be considered. This article is a first step in that direction.
Theoretical Frame
In order to analyze the representation of Islam at the World of Islam Festival, this article makes use of framing theory. The concept of framing covers the various aspects of representation: a) being a representative (in German this aspect is called vertretung; for this kind of representation to be legitimate the representative must be selected in a democratic fashion by those represented, and the selected representative should voice the concerns of those she represents);9 b) to represent can also mean to exhibit, describe or interpret something (darstellung), to re-present, that is, to make it present again;10 c) a representation may also be a mental idea, image or understanding of an object or phenomenon (vorstellung; legitimate mental representations should correspond with known facts and circumstances).11 Frames include all three aspects of representation and function to organize experience and guide action.12 Frames may take the form of mentalities, ideologies, structures, institutions, artefacts or behaviour.13 A critical frame analysis starts by a "mapping of the different ways in which an issue is framed", looking for generalizations and ways that the institutional and ideological frames produce not only exclusions and discriminations but also inclusions.14 In this article, this is combined with a more phenomenological-hermeneutical perspective showing that, if a cultural phenomenon is not framed as an intelligible life, it will not be recognizable, and thus not gain social or political recognition.15 Islam Festival was not a festival of the carnivalesque type one might connect with the early 1970s, but a scholarly series of museum presentations.
3.1
Funding and Organization The World of Islam Festival was financed mainly by the United Arab Emirates (uae). According to the Festival secretary, Alistair Duncan, the uae government contributed £1.25 million, and governments of six other Muslim countries gave a total of £600,000.21 Christa Salamandra states that although underwritten by a British Treasury bond, most of the festival's funding came in fact from the uae government, which contributed 80 percent of the total £2,250,000 cost. After the festival, donations from Saudi Arabia, Jordan, Oman, the Islamic Solidarity Fund and the Arab Bank supported the World of Islam Festival Trust's continuance.22
Salamandra thus says that the uae contributed £1.8 million. John Sabini, writing for Aramco World about the ongoing Festival, said the total budget was £4 million, which was raised with backing from 32 different Muslim nations.23 Even if it is hard to get any clear record of the exact figures it seems uncontested that most of the funding came from the Arabian Peninsula.
The availability of these funds had, of course, to do with the advent of oil money, but it was also due to the support of the British Arts Council and a very well connected group of people who stood behind the Festival. The Trust was made up of a group of men of the British Empire who had probably been educated within an Orientalist and imperialist context that resonated with the essentialism (and focus on timeless principles derived from religious texts) of the traditionalist frame, even if colonial Orientalism does not necessarily embrace the consequent traditionalist anti-modernism. This is a question that to some degree challenges Edward Said's monolithic presentation of Orientalist discourse as being in the service of imperialism, and also opens a window for contact with anti-modernist Islamism.31 The Gulf funding of the Festival most probably owes its explanation to a complex and even implicit mix of these factors but, without further research, this is mere speculation.
3.2
Content A wide range of scholars and institutions from around the world participated in the realization of the Festival's activities. Half a million visitors were estimated to have attended its various exhibitions. More than 6,000 objects from 250 public and private collections in 30 countries were exhibited. A further one million people viewed the six-part The Traditional World of Islam documentary television series, shown weekly by the bbc at 8.30 pm in April and May. Over 160 public lectures were delivered at more than 80 British educational institutions, and the Trust set out to sponsor more than 20 scholarly publications.32 In the end, many of the announced publications and events never actually materialized due to problems in the Festival Trust's governance.33 Even so, the World of Islam Festival proved "a watershed for the Islamic art trade", and set a new paradigm for contemporary Islamic art as a field and a market for modern artists working with classical Islamic elements that have also become prominent in contemporary museum exhibitions.34
Even if most of the Festival was focused on art and elite culture, there were exceptions: at the Museum of Mankind, the exhibition "Nomad and city" "reproduces a full-scale Bedouin encampment as well as a street of shops and houses to help explain the interwoven relationship of nomad and city in the Muslim world". 35 The list of exhibitions included, in London, "Art of Islam" at the Hayward Gallery, "Science and technology in Islam" at the Science Museum, "Koranic what is important at this critical junction is that the real focus of attention should be on the message of Islam, on the vision of man and society that Islam gives, for all aspects of Islamic culture are but manifestations of this reality.38
It thus seems that Wahhabi and traditionalist interests could agree upon an abstract presentation of the vision of Islam. In the World of Islam Festival, traditionalism contributed with the esoteric message and orthodox supporters gave financial contributions. This abstract and unified framing of the Festival's Islam did not dwell on the syncretic and the heterodox, or on the patriarchy and feudalism present in the production of Islamic art. The frame set in the World of Islam Festival thus provided a smooth continuation for the perspective of "the essentially Western European, para-academic climate of wealthy men and women in which works of Islamic art had been collected and studied",39 where "the contextual-cultural dimensions of objects are not well communicated".40 This is one explanation for the continuing inability of the museological framings of Islam to engage with contemporary perspectives on material culture and museum studies.41 The Festival's express aim was to educate the audience and promote understanding and the exhibitions were all arranged to show the unity of Islam.42 The understanding they sought to promote was thus more directed towards a timeless and remote civilization of Islam, rather than toward the close to 700,000 Muslims living in the uk at the time.43 Even if British Muslims were not in focus for the Trust's work, the Festival's representation of Islam implicitly framed them as non-modern and incompatible with contemporary British everyday life, and the only mention they received in the coverage of the Festival was as potential representatives of fundamentalist lack of respect for the arts.44 The sentiments and arguments that lay behind the critique alluded to would be worthy of deeper investigation.
According to Alistair Duncan, the secretary of the Festival Trust, a factor that led them to seek a pan-Islamic appeal and to concentrate "on the mainstream of the religious inspiration and evolution of Islamic culture" was the fact that "one of our necessary objectives was to keep politics out of the Festival, but at the same time to enlist the support and aid of governments".45 Keeping "politics" out is, of course, always a political act, and most often a conservative one in that it accepts the dominant ways of defining what is and is not political.46 Treating understanding as a non-political concept risks framing it as a narrow and idealized tokenism disconnected from political concepts such as solidarity 
3.3
Media Coverage Newspapers such as The Times, The Guardian, The Financial Times, The Observer, The Illustrated London News and The Sunday Times all gave major coverage to the Festival.51 "Religion and writing are the twin pillars that sustain it [Islam]-a single pillar really, for they are formed from the sacred rock of the Koran. As faith and literature this is totally alien to us", wrote Sir Michael Vincent Levey in the Times Literary Supplement.52 Still, Levey sees Nasr's exhibition on Islamic science as a welcome remainder that Islam is not "as some Western enthusiasts seem eager to propose, one long mind-blowing meditation, lost in a maze of infinite patterns"53-a quite astounding testimony to the very different public framing of Islam that the World of Islam Festival was set in, compared with today's strong framing of Muslims as a racialized essential identity and Islam as an inherently violent religion.54
The oil embargo and price shock of 1973 did produce negative stereotypes of Arabs, but they were seldom even referred to as Muslims and Islam did not figure as an explanatory category with regard to the behavior of the opec states.55 Nowhere in all the coverage of the Festival is Islam discussed as a threat to the West, and the understanding sought is never aimed at countering an image of Islam as a violent religion. Today, these worries are legion, and most exhibitions of Islam explicitly aim to disprove them. We have thus witnessed an almost total reframing of the aims of exhibitions that still look very much the same.56
The Financial Times reported on how "personality clashes between top Arab diplomats" hampered fund raising, as well as on the difficulties of raising international loans and insurance. They also reported that the British Muslim community "expressed misgivings since many belong to strict religious sects with fundamentalist doubts of one kind and the other".57 This is the only report on any connection with the broader community of British Muslims that I have found in the material covering the Festival. No newspaper seems to have been interested in following this local angle. It seems that the "World of Islam" was almost by definition something outside-an Other. The board of trustees also had their networks with elites in the Arab world rather than in British Muslim contexts. 
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The art magazines Apollo and The Connoisseur published thematic issues on Islamic art. The Connoisseur reviewed nine of the exhibitions. Almost half of the seven pages allocated to the reviews are devoted to Indian miniature paintings, which are described as "immediately attractive".58 It is noted that the art of Muslim India is seen as somewhat peripheral in Islamic art and is thus excluded from the Titus Burckhardt's major "The art of Islam" exhibition at the Hayward Gallery. Overall, the reviews are mostly descriptive and try to give some explanations of the contexts of the objects displayed. Islam is represented as a vibrant and diverse (but past) civilization that produced impressive artifacts.59 In the April edition of Apollo the collectors' side of the Festival is very visible through all the advertising space taken up by galleries and auction houses that took the opportunity to use the focus on Islamic art. In the editorial section, more space is dedicated to "the sale-room" than to "round the galleries". As noted above, the Festival was estimated to have had 500,000 visitors, and over 1 million viewers watched the bbc documentary series. 64 The impact was by any standard significant. However, this potential for a positive coverage of Islamic culture and religiosity was soon replaced by increasingly frequent images of Islam as a fanatical and violent religion, entering center stage in British and European public spheres with the Rushdie affair of 1989.65
3.4
Scholarly Reception Islamic art scholar Oleg Grabar, in an article with the critical title "Geometry and ideology", argues that the Festival's efforts towards presenting a timeless pan-Islamic perspective served to set Islamic art apart from other arts and thus denied its historicity and regional variations. Instead, all the focus was on portraying it as an art form governed by a few esoteric and timeless principles.66 Monia Abdallah highlights the Festival as a foundation for the contemporary paradigm of Islamic art that is similarly focused on cultural continuity within a homogeneous and Arab-centered Islamic civilization.67 Art historian Anneka Lenssen has argued that the "Islamic Week" held at Christie's and Sotheby's auction houses was paradigmatic in creating a market for a particular contemporary and still dominant Islamic art of a mystical and formal model centered on abstract unity.68 Lamborn Wilson saw it as a cutting edge "analysis of the relation between Islamic esoterism and Islamic art", which he consistently referred to in the singular.69 Simply put, the academic study of Islamic art has followed Grabar, while museums have continued within the frame strength- According to Nasr, Burckhardt "had been the first in the West to expound seriously the inner meaning of Islamic art".83
Nasr also wrote a preface to Frithjof Schuon's Islam and the Perennial Philosophy, which was released in 1976 by the World of Islam Festival publishing company. Nasr starts by saying that "Schuon has stated truths which were never expounded directly in writing before" and goes on to call Schuon an "unparalleled master".84 Schuon has very little to say about art, but in a footnote he states that
The Arab character and powerful originality of Muslim art is sometimes denied on the pretext that it is composed of borrowings, which, to the very relative extent to which it may be admitted, is altogether irrelevant. On the one hand, Muslim art-even Persian, Turkish or Indian-is profoundly Arab because it is Islam that determines it; on the other, this art is perfectly original and cannot be otherwise, since whatever its model, it arises out of an intrinsic orthodoxy and thus from a heavenly inspiration. 85 Schuon finds Truth in tradition and explicates it in an undoubting theosophical frame of reference that is totally disconnected from the circumstances of the contemporary world of Islam. The potential openings for discussions about the shifting religious and aesthetic meanings of Islamic art objects for different Muslims were trumped by the assured monolithic insight of the traditionalist curators and scholars. 86 The catalogues written by Burkhardt, Lings and Nasr are all concerned with abstract principles and metaphysical grounds. Their interpretations of objects are always related to a true traditional wisdom, the philosophia perennis, as an opposite to the destructive intrusion of the Modern West.87 As Grabar shows, there is little variation in their interpretations and it is easy for the reader to feel insecure and unsophisticated when trying to grasp the deep and perennial metaphysical truths that the traditionalist writers distill from the objects on display. The level of abstraction is always kept high. Burckhardt argues that art should be "typified by beauty" and dismisses modern discussions of functions by stating that "certain functions owe their existence to man's decadence". 88 In Burckhardt's book The Art of Islam, which accompanied the Festival exhibition of the same name, there is next to no social context for art. Even if the organization of the book is chronological, there is no historical narrative. Each subject is approached in accordance with the subtitle "language and meaning". The few references to history that are made lead to conclusions such as: "Umayyad ostentation was unable to suffocate the spirit of poverty inherent in Islam; in what followed, Islam was able to achieve a perfect balance between beauty-which is itself richness-and simplicity".89 It is clear that most of the Festival's displays of Islamic art do not belong to cultural history and the effort to present the lives of concrete people in a certain society. Wendy Shaw argues that "the timeless unity that Burckhardt asserted for Islamic art emerges from the same type of formal comparisons as those made by early Islamic art historians".90
Journal of Muslims in Europe 7 (2018) Apart from the exhibition catalogues, the Festival also published an introductory book, The Creed of Islam by Abdel Haleem Mahmud, from the al-Azhar in Cairo, which in many ways is a traditional Sunni introduction to the faith. Here too the ahistoricity of Islam is stressed: "It is self-evident that Islam must exist entirely independent of the constructions of space and time, and no two persons would differ about its basis, for its essential principles would gain nothing but acceptance and submission from all souls". 91 Schuon, Nasr, Burckhardt and Lings were all deeply critical of the way their perceived traditional connection between art and contemplation had been lost with modernity, including by most Muslims. The understanding sought in the Festival was therefore directed towards an abstract and lost tradition, rather to the British citizens who lived their lives in relation to Muslim beliefs and traditions.
The Ongoing Framing of Muslims
The traditionalist separation between essential principles and lost Muslim splendor on the one hand, and contemporary Muslim populations in Europe on the other has persisted in many museological framings of Islam in Europe. 92 As Mirjam Shatanawi has argued, instead of promoting the understanding and tolerance museums work for, such exhibitions may instead reinforce "the proposition of a contrast between contemporary Islam (stagnant and intolerant) and early Islam (advanced and tolerant), which informs much of global politics".93 My analysis thus points to a conclusion that differs somewhat from Mark Sedgwick's statement:
The festival generated considerable favorable publicity for 'traditional' Islam, to judge from the British newspapers of the time, but its impact was soon lost in the general reaction to the Islamic revolution in Iran, Even if the positive reception of "traditional" Islam has disappeared from the public sphere, the Festival strengthened the established frame for the exhibiting of Islamic material culture and found a new source of funding for it.
The positive interest in Islamic spirituality expressed in the Festival has become more explicitly attached to the label "Sufism" and has stayed on as an undercurrent in Britain and the broader West. English-language Sufi literature is still very much colored by the traditionalists' selection, translation and presentation. Carl Ernst calls this "one of the least well known aspects of the rejection of Western modernism". 95 The impact of traditionalism is, of course, not due solely to the World of Islam Festival. The Festival was one manifestation of its influence, and an important institutionalization of it.96 Traditionalism relies on a Romantic construction of mythical origins that frames Islam as an esoteric and traditional Wisdom, rather than as the faith of fellow European citizens. This makes it ill prepared to fill the role as a gateway to understanding living Muslims or Islam's role in contemporary Europe. 97 There were a few instances in the Festival program where other perspectives did shine through. The chairman of the International Islamic Conference, Salem Azzam, stressed that there were more than 25 million Muslims living in Europe, making Islam the second largest religion on the continent. The Islamic Council of Europe, he said, faced two major tasks. The first was the preservation and promotion of the religious and cultural life of the Muslims of Europe. The second was the development of a better understanding of Islam and Muslim culture in the West. There is no indication as to what he thought about the Festival's exhibitions and programs. Like many others, he seemed to be happy with the attention given to Islam. This is also a common perspective: a positive presentation of any Islamic theme is most often interpreted as a contribution to tolerance and understanding. This is how many reviewers saw the Festival-as an opportunity to counter exoticism and stereotypes. It is more complicated than that.
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The Last Frame
As this article has shown, the framing of Islam as an opposite to the Modern West was promoted in the biggest ever representation of Islamic cultural heritage in the West, the World of Islam Festival in London 1976. A traditionalist focus on the esoteric and perennial message of Islam was promoted as a frame for fostering understanding of Islam. The curators and producers of the Festival, in all its positive interest in religiosity, framed Islam as a unitary alternative, a closed and monolithic civilization, standing in opposition to modernity. On a structural level, their representation of Islam and modernity fits into the dichotomous "clash of civilizations" frame that informs both Jihadist terrorists and the "War on Terror". This did not necessarily produce recognition and empowerment for British Muslims. They were framed, and were never asked how they would like to portray their beliefs and everyday practices. The lack of attention given to how Islam was actually communicated beyond the celebratory references to tolerance in the opening speeches has made it possible for museum displays to continue in the same vein.
As Crispin Paine has argued, it is always easier for curators to turn to official religion, since trying to find out what people actually do with their faith requires new collecting and research that will also inevitably show up the many different and competing calls for recognition within any faith group. This traditional, if not traditionalist, acceptance of reified official religions continues to put the focus on a perceived esoteric core of Islam. Not only does this belittle the richness, historicity and inconstancy of Islam, but it also explains why museums seldom problematize the phenomena that the concept of religion really frames. 98 In order to secure support and funding, the World of Islam Festival Trust wanted to keep politics out. This created another political frame that continues to have repercussions on how Islam and Muslims in Europe are represented in museums. What might at first have appeared to be a festival celebrating the inclusion of Muslims in Europe in fact and instead stabilized an a-modern representation of Islam that is still dominant in museological framings of Islam in Europe. This might be one explanation for the ease with which many recent museum exhibitions of Islam have worked with Saudi or Gulf funding. 98 Paine, Religious Objects, pp. 22, 106.
